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Peter and the Wolf is a retelling of the classic symphonic fairy tale for children, queerly 
remade. Incorporating elements of film, live audio, and imposed communication 
technologies, the performance boldly imagines what has transpired in the theatre in the 
six months since the artists were forced to abandon the theatre, leaving the characters 
to their own devices. 
Peter and the Wolf explores the perception of identity through a layered, mediated lens, 
inviting viewers to reflect on new definitions of otherness, agency and representation. 
Told largely from the perspective of the Wolf, the performance challenges diametric 
oppositions of the self through an infinite journey of simultaneity, moving away from a 
normative polarities of Either and Or towards an inclusive Neither alive with possibilities. 
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1. a queer definition 
queer | kwir | 
 adjective 
    strange; odd 
 verb 
    spoil or ruin 
- Oxford English Dictionary 
My approach to theatre making is a queer one. Not in the sense that the work is 
about the experience of being queer, per say, nor is it specifically strange or ruinous. In 
general, I use the term queer as an umbrella term for individuals who self-identify as 
sexual and gender minorities outside the realm of heterosexual and cisgendered norms. 
But queerness to me is more than just an identity or descriptor, it can be used in its verb 
form, as a methodology. As Judith Butler notes in Excitable Speech, “an aesthetic 
enactment of an injurious word may both use the word and mention it,” a simultaneous 
pronouncement and invocation, making use of the word to produce certain effects and at 
the same time make reference to that very use (Ahmed 198). I use queer as a visionary 
methodology, as “a way of proposing an alternative utopic world,” an approach not 
rooted in hierarchy or human exceptionalism. It is an active means that allows for 
needed and open discussion and reflection around complex issues in our society such 
as representation and identity (“Metamorphosis”). When I apply the term queer to theatre 
making, I intend it as an expansive, non-hierarchical, non-linear approach to traditional 
models of theatre, both on an artistic and structural level; a refusal “to observe the 
conventions of the fourth wall domesticity” (Dolan, “Theatre and Sexuality” 15). 
For me, queering theatre does not necessarily mean to create work about queer 
themes; it is less about the experience of being queer and more about queer as an 
expansive embodied practice. Nor does queering theatre have to be created by a queer 
identified person; one does not need to be queer to queer. Much like how Cixous, when 
speaking of feminine writing, “distinguishes the writing from its author” by removing the 
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"physical sex/gender from what she considers to be the femininity embodied in and 
enacted by the text” (Varino 294), queer methodology is accessible to all persons. 
When I talk of queering theatre, I am focusing on an approach that is non-
hierarchical in its structuring and holistic in its methodology; a process that is as 
inclusive as it is expansive, strange as it is comforting, radical as it is natural. An 
approach that could be considered “one of the most effective strategies for opposing an 
oppressive model of patriarchal heterosexist binary gender” (Varino 294) within theatre. 
Being something of a microcosm of the greater world, theatre is subject to the same 
inequities found in society at large. Disparities in who gets produced is “another 
byproduct of centuries if patriarchal bias, both conscious and unconscious" (Weinert-
Kendt, “The Gender and Period Count”), and "female artists of all kinds still find 
themselves bonking their heads on a glass ceiling known as the ‘glass curtain’” (Bader). 
While I firmly believe that inclusion and representation are necessary and valuable, they 
are not my end goal. In her article about Feminist Theatre, Darrah Teitel jokes about the 
"just add women and stir formula” (37), the point being that the mere act of including 
underrepresented voices does not create a radical enough shift to create lasting change. 
For example, women authored plays introduced into the traditional canon are subjected 
to a mainstream criticism that “both shapes and reflects the ideological workings of the 
dominant culture whose concerns it represents” (Dolan, “The Feminist Spectator As 
Critic” 19). The deep-seated gender biases create situations where “female systems of 
signification are unavailable to men, who cannot read their signs and therefore dismiss 
their meanings” (20).  The magnitude of the work is lost because the system it is placed 
within does not have the capacity to recognize it, and therefore remains invisible and 
disregarded. This pattern extends beyond gender differences and into differences of 
race, sexuality, etc. Because of this, I wish to do more than simply diversify the 
demographics of art makers. My goal is to inspire change via a more comprehensive 
approach, offering up queerness as a radical alternative: how can we take this 
exceptional moment of disruption and use it as an opportunity for a systemic 
transformation of how theatre is imagined and redefine it with equity and inclusion at the 
forefront? 
My first exposure to theatre making was in high school, participating in drama 
class and performing in after school plays; my school was in an Oregon suburb and 
subscribed to a very WEIRD (Weird, Educated, Industrialized, Rich, and Democratic) 
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ideology (Henrich 29). There we were taught a rudimentary formula for creating theatre 
work that I then encountered in my experience as a theatre technician: start with a 
dream, a team and a venue, pick a script and a director, rehearse it and perform it 
(“Creating Theatre”). Driven by the director’s vision, the rehearsal process and design 
choices were all in support of the script; a hierarchical, linear approach that concentrates 
the power and agency to one part of the whole. That it is still widely used is testament to 
it working, but it doesn’t mean it’s working for everyone. Staged theatre hailing from the 
Western canon, both on an artistic and administrative level is not immune from being 
predominately male (Dolan, “The Feminist Spectator As Critic” 19), white (“Statement”), 
and cis-gendered (Snook). This is largely as a result of "the way theatre has traditionally 
done business within a system built on capitalist and colonialist structures" (Weinert-
Kendt, “Stages of the Nation”). These inequalities are then perpetuated by further 
engagement of the established systems. By canonizing certain texts, ‘dominant cultural 
ideology appears in representation as naturalized and seemingly nonideological’ (Dolan, 
“The Feminist Spectator As Critic” 41). Under this arrangement, those in power continue 
to stay in power, maintaining and enforcing personal biases and institutionally rooted 
inequities in its wake. As a person privileged to be making art in the world, these are not 
the values I wish to foster in my in my creative outpourings. To pull from these first-hand 
theatre experiences is ‘an expansion of the feminist principle that the personal is 
political’ (“The Combahee River Collective Statement”); I employ the personal 
experience as a recognized form of knowledge with which to reframe and reimagine our 
collective present and futures. 
With a queer approach, every creative process becomes another opportunity for 
radical change. Applied to theatre, “the presumptions about gender and sexuality … are 
emphasized as ideas perpetuated by custom rather than transhistorical values that must 
be accepted as fact’ (Dolan, “Theatre and Sexuality” 18); it opens up an opportunity to 
step off the normative path and forge a new one, to “both break new ground and 
endanger the old” (Keyser 157). Without the set patterns of traditional structures to fall 
into, the queer process, and that which is created as a result of, "remain(s) open to its 
own potentiality, to its unknowable manifold futures” (Jagose 159). 
For me, to create queerly is to approach a work without a script, both literally and 
figuratively; a gesture that flies in the face of traditional Western script-centred theatre 
that I have experienced. It parallels the experience of navigating a heteronormative 
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landscape as a queer person, where there is no script on how to be queer. Taking sex 
as a specific example, the heteronormative act has something of a biological, cultural 
and societal script for what is to happen ie what “equipment” goes where, but with non-
traditional or queer sex, it deviates from the linear, normative path to more of “an 
unscripted open field where you wander” (“Karen B.K. Chang on Sex and Feelings”). I 
desire to wander that field, to use “equipment”, my own and that of the theatre, queerly. 
In thinking about this nontraditional approach to theatre, I’ve been struck with the 
following quandary: Can you create new content while using a traditional form? How 
much do the systematized components of traditional theatre, the structure, the set roles, 
the process, and the very architecture of it affect the content? In other words, can you 
create a non-traditional or queered theatre piece using the same methods and process 
that are used to create a traditional theatre piece? Audre Lorde states, “You can’t 
dismantle the master’s house using the master’s tools” (Lorde 53), a beautiful quote that 
seems to answer my question rather straight forwardly. Yvonne Rainer offers another 
possibility with her response to Lorde’s statement, “You can, if you expose the tools” 
(Rainer 446). I do not believe this necessarily negates Lorde’s statement in this context; 
I believe they can co-exist. Moving forward while holding both those two statements as 
truth is a deep dive into “the complexity of connection” and "the fullness of possibility” 
(Crump); it compels me to seek not a destination, but the next question. This is the 
course I set when I enter the creative process of a new work and one that I cultivated 
during my time at SFU, a way of being and seeing that “imagine[s] potential futures of 
mutuality” (Lepage 146). 
To be clear, engaging in a queer methodology does not preclude me from using 
traditional theatre methods, nor does it preclude me from using theatre equipment in the 
manner in which they were intended. There is sometimes the belief that to go counter to 
the norm, to comport oneself queerly, requires a rejection of the norm. I think this 
manner of thinking only leads to division, isolation, and divisiveness; it is crucial “to 
embrace queerness as part of, not an exception to, the wider community" (Barker and 
Shawyer 41). I engage in queering not as a rejection, rebellion or oppositional factor, but 
working in conjunction with something. Doing so augments the available set of options 
without negating aspects of the original, revealing an abundance of new ideas and 
opening up potentials. 
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2. a queer body, history of 
In the years leading up to my time at SFU, my work has spanned a multitude of 
mediums, performance art, 2D collage, anamorphic outdoor installations, music 
composition, poetry, and movement. A common thread with my work is a curiosity 
around language and storytelling. Other themes that appear, largely influenced by my 
experience as a queer, mixed-race, female bodied twin, include topics of duality, gender 
and racial identity, quantum physics, liveness, performance of gender and race, and the 
connections between humans and technology and non-human animals. A focus of mine 
has been experimenting with the structure of storytelling by parsing out the voice in 
different levels: spoken text, projected text and voice over. I have a keen interest in 
blurring the line between seemingly separate or opposing dualities, such as masculine 
and feminine, live and prerecorded, theatre technician and performer, the latter being 
influenced by over 10 years of experience working in technical theatre and 25 years as a 
performer. 
During my time in the MFA program, I focused my attention on multi-media 
performance. I was introduced to the ideas of Scenography and Digital Scenography, 
which in its “broadest and most inclusive definition… may be understood as the 
combined visual, spacial, and auditory components of theatrical production" (Aronson 
14), with digital scenography being the “application of new and emerging technologies” 
to that practice (Sempere). While the practicing scenographers in Western Theatre, 
specifically theatre in the United States, tend to be specialists in their departments ie 
costume, scenery, and lights, European practitioners tend to specialize in “designing all 
the visual elements of a performance, using a holistic universe approach to 
conceptualization” (Schoelzel). I was drawn to elements of both manifestations of this 
practice: the collaborative from the US model and the holistic approach from the 
European model, and incorporated them into my queer methodology, moving forward 
collaboratively with a team of “jack of all trades”. Integrating these ideas into my 
established practice laid the foundation for creating new work that redefined the full 
breadth of theatre design elements not just as a means to an end, but as influential and 
necessary players throughout the generative process. 
Over the course of my study, I was granted Teaching Assistant opportunities that 
exposed me to the ideas and practices of devised and Post Dramatic theatre. Being a 
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part of those processes revealed parallels with the queer process and helped me 
examine and define it further for myself. I revisit this topic later in this paper. 
3. a queer past 
I would like to visit three works I created during my studies here at SFU starting 
with a work entitled Karaoke Fantasy Death Twin, presented in Fall of 2018. This work 
incorporated three seemingly disparate stories, my experience with my initial housing 
search when I first moved to Vancouver, a story about Karaoke at a strip club and a 
fantasy about the death of my twin sister’s husband, parsed out over prerecorded audio 
and video. The work was an experiment with how the elements of voice over, projected 
text, and movement would play together, and marked the beginning of my explorations 
with physically and temporally synchronous presence. I also played with performing the 
role of the technician and performer as one, employing the queer practice of revealing 
the “apparatus of performance” (Dolan, “Theatre and Sexuality” 15) by situating my 
laptop and the sound gear on stage as part of the set. The process on a whole required 
extensive knowledge of the technology I was using, the aesthetic possibilities afforded 
from them, and a strong vision of what the outcome would be, if not on a logistical level, 
then a deeply grounded somatic level. In other words, I knew how I wanted the piece to 
feel, both for the performer and audience member, even if I didn’t know what it would 
look or sound like. I used this feeling as a Northern Star to guide me during the creation 
process. In conjunction with my interest in the tangible, recognizable, and logistical 
elements, ie lighting units, sound systems, performers, live or prerecorded music, and 
motifs, lays a vested interest in the somatics of the venue and the performance itself: 
what does it feel like to be there in the theatre space, and how it will be experienced by 
the performers, technicians and audience members alike. This queerly holistic method of 
focusing on the sensory, emotional and energetic experience is one that places 
emphasis on intuition, corporal and embodied knowledge. It allows the content to find its 
clearest mode of expression in the greater context of the piece. I consider this approach 
akin to new research methods such as Intuitive Inquiry, Organic research, Heuristic 
Inquiry, as they have ‘evolved to emphasize the value of alternative, participatory modes 
of knowing’ (Meyer-Dinkrafe 73). In these methods, “reality is contacted through physical 
sense data, but also. . . through a deep intuitive inner knowing” (73). This practice of 
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sensational questioning and situated grounding cultivated through the creation of this 
piece, is one I have taken with me into later projects. 
 
Figure 1. Karaoke Fantasy Death Twin 
Archival video still. 
The second piece, White Rabbit, was in created the later part of Fall 2018. One 
of the main inspirations for this work was a low-poly mask of a rabbit head constructed of 
black paper. This was my first time using a mask in performance and, aside from the 
logistical challenges it posed for me (limited visibility and movement capabilities), it 
sparked an interest in the relationship between human and non-human animals, and the 
idea of decentering the human. How does the introduction of human as non-human 
animal affect perception and reception of the content? What is the rabbit able to 
communicate that the human cannot? I agree with the idea that audiences of theatre 
have the capacity "to see themselves for the human being they are and take 
responsibility for their part in the ongoing drama of being human” (Woodruff 143).  
But is there a way to heighten that sense of responsibility and increase 
engagement with, say, an actor in a rabbit mask as Jen Parker-Starbuck suggests when 
she states "nonhumans propel the human imagination, becoming a way of 
understanding the unknowable or acting as liminal figures between other nonhuman 
forces” (xii). I believe that the disarming charm of anthropomorphized animals in 
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performance can facilitate audience members’ relation to topics presented, especially if 
those topics are difficult, overly complex, or in the case of Peter and the Wolf, used as a 
pedagogical tool with the intent of making information more accessible to children. 
Decentering the human by performing as an animal felt in line with my interest in 
non-traditionally structured theatre as it takes the human out of the spotlight; it is an 
investment in questioning representation and identity. Furthermore, to think of the mask 
an extension of the human’s physical and energetic components challenges relations 
between animate and inanimate, softening the edges imposed by dualism. 
 
Figure 2. White Rabbit 
Archival video still. 
The third work, Dejalo, was presented in Spring of 2019. I returned to the 
practice of blurring the line between theatre technician and performer by operating the 
cues from the laptop situated on stage as part of the show. The various iterations of this 
work incorporated the elements of projected and spoken text in both English and 
Spanish. It was the first show where I have used Spanish despite it being my first 
language. My mixed race identity has been a topic of interest for me for a long time and 
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in this work it manifested in the question of how do I authentically communicate my 
existence between and within these two worlds? 
In the piece, I interact with projected images of emojis via QLab, elevating 
symbolic language from its two-dimensional state into non-human co-performers. The 
audience sees me press a key on the laptop causing the image to appear on the screen, 
it then moves in response to computer commands that are synced with my onstage 
gestures. This performance choice was for me "a proposal to become less human and 
embrace an alien strategy” (“Metamorphosis"), another way to transform on-stage action 
into a queer strategy to de-centralizing the human within the theatre. Incorporating 
QLab, or any other software or hardware, into the creation process of the work is to 
engage in an ongoing conversation between what the program is capable of doing and 
how it can play with and inspire the other elements of the production. I observe 
limitations and potentials for gaps and overlaps and strive to create fluid connections 
between elements that allow for shifts and changes as the creative process unfolds. 
 
Figure 3. Dejalo 
Photo by Meg Nanna. 
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4. a queer present-ation 
In the year and a half leading up to my graduate project, I pursued several 
interests that were to become relevant to my project. My growing curiosity in audio 
techniques and soundscapes led me to take a courses in Electroacoustic Music and 
Soundscape Composition, build and experiment with a binaural microphone, and further 
my skills in several music editing softwares, such as Ableton, Audition, and Audacity. 
Other influences that came about in this process, both new and revisited, were theories 
in physics, particularly quantum physics, retellings of known stories and fairy tails, 
collaborative work, and the dialogue of liveness. 
I landed on the story of Peter and the Wolf for my graduating project by chance. 
A friend had texted her unsolicited opinion of what she thought my Spirit Instrument was 
(the bassoon; her reasoning was sound); a pronouncement that delighted me and 
spurred me to revisit Peter and the Wolf by Sergei Prokofiev. Commissioned in 1936 by 
the Central Children’s Theatre in Moscow as a ‘symphonic fairy-tale for narrator and 
orchestra’ (Kennedy et al. 347), it was intended as a way to introduce children to the 
individual instruments of the orchestra. Each character is represented by a different 
instrument: Peter by the strings, the Wolf by the french horn, the Cat by the clarinet, etc. 
In its simplest form, a narrator tells the story while the orchestra illustrates it. I found the 
premise and structure to be a rich jumping off point for research into themes of identity 
and representation, agency there within, human-technology relations, and human-animal 
relations. My project was to be a live performance retelling with a full cast, employing the 
familiar elements of: voice over, projected and spoken text, movement, and integration 
of lights, sound, and video. The main revision in telling this story was that each of the 
characters decide that their given instruments no longer suite them and decide on new 
ones, a playful yet heartfelt commentary on a person’s agency in how they chose to 
identify. 
Early on in my process, I assembled a team of SFU undergraduate students and 
recent alumni, picking each based on of their knowledge and interest in the technical 
elements of theatre production, as well as their commitment to the generative process. 
June Hsu and Megan Lane are both undergraduates in the theatre production program, 
with special interests in live video work, puppetry and interactive performance. Colin 
Williscroft is a recent graduate of the film department and was instrumental in the 
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creation of the film component of the piece. Laura Coons, while not part of the full 
generative process, came in as the Lighting Designer and Stage Manager. As some one 
who primarily works as a solo artist (each of my three previous works cited above were 
solo creations from start to finish), working with others became a practice in clearly 
articulating my ideas, reformulating my generative methods from single player to multiple 
player, and maintaining a reasonable pace of progress. While I had initial trepidation 
about generating work with a team, their technical knowledge, commitment to engage, 
and eagerness contribute ideas resulted in a holistic and collaborative generative 
process that was more robust and thoughtful than I could have imagined. 
5. a queer situation 
In late March of 2020, COVID-19 became part of our reality. The restrictions that 
followed as a result of the pandemic were staggering to say the least. The massive shift 
to online interactions is analogous to the impact of technology as described in Medium is 
the Massage, a "reshaping and restructuring patterns of social interdependence and 
every aspect of our personal life, forcing us to reconsider and reevaluate practically 
every thought, action and every institution formally taken for granted” (Marshall and 
Fiore 8). We are, on a global scale, going through what is essentially a technological and 
cultural transition and with it, “innumerable confusions and a profound feeling of despair” 
(8). I watched with great distress as venues’ capacity were reduced to near nothing, the 
possibility of live performance diminishing before me. As an artist from the US who 
regularly self produces, I am quite used to restrictions in the way of logistics, finances, 
personnel, time and space, but removing the audience as well as the access to the 
theatre space itself was a new and almost unfathomable parameter. I was approached 
by an advisor to see if I could shift the performance of my graduate project virtually, a 
suggestion I immediately rejected. For my work, the mode of presentation and the 
content of the work itself are so informed by one another that simply replacing the way in 
which it would be shown, ie in a theatre studio as part of an MFA festival, with something 
new and relatively unknown, ie as a solo event on a virtual platform, cheats the content. 
Taking into consideration the presentational format and the logistical considerations 
within, such as where the audience will sit, what lights are available and where will they 
be situated in the space, etc, are an integral part of the queer approach and what makes 
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a work feel rich, inclusive and exciting. When the physical theatre space was taken out 
of the equation, I felt at a loss; a significant piece of the puzzle was missing. 
What followed was several months of exploration into non-theatre situated 
performances (outdoor pieces, site specific works, immersive sound walks) and 
technologies that allow for performances to be live-streamed or managed over the 
internet (OBS, Zoom, Vimeo, Facebook, YouTube). My collaborators and I began 
holding weekly rehearsals over Zoom video calls, making the most of online shared files, 
screen shares and mediated conversations as we navigated this new platform. Not long 
after, I made the decision that the performance was going to be held over Zoom, partially 
because that was the platform we were creating the work in, partially because most of 
my social interactions had been switched over to this new medium. The show would be 
a live-streamed video call with attendees silently (mics off), invisibly (cameras off) joining 
to watch both a screen share of a prerecorded video and the hosts of the call (my 
collaborators and myself) as performers in real time. If it is true that “constraints are 
necessary for transposing life into representations of life, for creating another life that is 
stronger” (Lecoq and Bradby 76), then I was committed to the embracing this new 
platform. I took inspiration from Marshall McLuhan, who pointed out that “the main cause 
for disappointment in… TV is the failure on the part of its critics to view it as a totally new 
technology which demands different sensory responses” rather than a degraded form of 
other technology (McLuhan and Fiore 128). Shifting my perspective from seeing the 
Zoom platform as an inferior replacement to live theatre to simply a different way of 
experiencing theatre aided me in activating my engagement with the medium and set me 
on my path to making it “make sense” rather than it being a circumstantial default. 
Taking into account my knowledge of the conditions under which the piece would be 
viewed by the audience (on their laptops, likely with headphones, in private, domestic, or 
informal environments), I moved forward with this mediated platform both as the 
container for my process and the platform for the project showing. It was a proper 
opportunity to take the explorations into queer methodology that I had delved into in 




Figure 4. Zoom rehearsal with collaborators. 
The path was (and continues to be) exciting and new yet coloured with the 
disorientation and grief of losing all of the knowns related to the physical space of the 
theatre. Throughout this process, I was faced with the ongoing challenge of finding ways 
of cultivating that which I consider crucial, irreplaceable elements of theatre: the 
audience-performer connection and the shared experience of gathering in a space to 
see a work in person. I took a step back from this considerable query and focused my 
curiosity on why this change felt like such a loss. What was it about watching or 
performing live theatre in a physical theatre space that was so important? For me, a 
large part of it was the tangible experience of being in proximity to others in a theatre 
space. “Body and space are inseparable because we emit waves,” says Lecoq. “Inside a 
25 metre range, you are in the magnetic field of the human body. . . theatrical 
representation is precisely the poetry of this moment where magnetic fields mix” (53). It 
is not a passive interaction, either; by their mere presence, the audience becomes 
collaborator in the performance process (Brustein 275). Not only that, but there is a 
“direct exchange of pure consciousness between actors and spectators” (Meyer-
Dinkgrafe 77). I feel that these energetic connections and subtle interactions found in the 
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theatre experience are akin to what make intentional queer spaces so vital in the queer 
community.  
I am struck with the observation that queer culture is something of a landless 
culture. Queers are not from anywhere. We just appeared, flung from space, in our 
present location. Our cultural identity resides not in a physical location, but somewhere 
more ethereal, within us, within others, within our relationships with each other. 
Gathering places like coffee shops, bars, bookstores and theatres become not just 
cornerstones of our communities but second and sometimes first homes. These chosen 
spaces help facilitate and foster interpersonal interactions and act as cultural incubators. 
It is similar to how live performance provides experience of community, a place for 
people "to come together, embodied and passionate, to share experiences of meaning 
making and imagination that can describe or capture fleeting intimations of a better 
world” (Dolan, “Utopia in Performance” 2). 
I also began to question if other ideas regarding theatre as a cultural 
phenomenon: that it is a basic cultural need (Woodruff 11), that communities depend on 
public events for binding and healing (23), and that caring about people in the make-
believe world of mimetic theatre may strengthen [our] ability to care about people 
offstage (20), were to be relinquished as well, or if there was a way to activate them from 
a distance. That these in-person connections cannot be replicated over a virtual platform 
is a circumstantial loss that I am learning to accept in these present times. But 
acceptance does not mean total forfeiture. Throughout my process, my collaborators 
and I endeavoured to recreate the connection and community that I believe exists in 
these spaces. 
6. a queer performance 
Based on my knowledge of Zoom, I set off to reimagine the theatre experience in 
a virtual landscape. I re-envisioned the host squares as the ‘tech booth’, planned for a 
mix of both live sound and prerecorded audio, and made use of the screen share option. 
The film that was screen shared was made in such that I could simulate stepping out of 
my Zoom “tech booth" and enter the "playing space”, a way to interact with my 
prerecorded self. Performing the role of Stage Manager and “reading… stage directions 
as part of the performance” (Dolan, “Theatre and Sexuality” 16) was another strategy of 
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queering the theatre, revealing the inner workings of the theatre’s production as part of 
the production. Doing so also set up the idea that the cues within the film were 
happening in real time. Adding to this implication of a live performance were the 
intentional technical glitches in the piece, raising the stakes and providing an urgency to 
the situation for the technicians, performers and audience by introducing the idea that 
chance and circumstance were at play - there was a palpable danger that something 
could go wrong (Meyer-Dinkgrafe 71). Intentional technical glitches are a running theme 
in my work. They recall Brecht’s distancing effect and his charge “to provoke and not to 
obstruct critical thought” (Woodruff 169). I employ the technique to destabilize the 
authority of the technician, to jar the audience into paying closer attention, and to bring 
the audience together by eliciting that universal feeling of empathy and concern when 
you see something go wrong during a performance. If we cannot all be in the same 
space together, then perhaps creating synchronous emotional reactions (of awareness 
and unity) can help bridge the mandated physical distance we hold between us. 
The theatre construct relies on an audience gathering in a shared physical 
space, suspending their disbelief and enjoying the make-believe. In lieu of being able to 
gather in person, I invited the audience to join me in the co-creation of that in-person 
theatre experience, beginning with pre-show: Look, there is the curtain when you enter! 
Listen, there is the sound of other audience members as you wait in your seat for the 
show to begin! Behold, there is a tech booth with theatre technicians operating the show! 
By embedding one make-believe within another in the pre-show of the performed Zoom 
call, I opened up the opportunity for the audience to imagine the physical theatre space 
with me, situating the performance in that sacred landless intentional space. 
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Figure 5. Peter and the Wolf: Preshow 
Zoom, for all its magnificence, is not the most ideal platform to show performative 
work. Inherent within the platform are unavoidable technical limitations: compression, 
lagging, unstable connections, poor audio and video quality, and digital artifacts, to 
name a few. At face value, these do nothing but take away from the quality of the 
experience. As a performer, how am I to share my work if the delivery is unreliable? As 
an audience member, how am I to know that I am not missing anything? Interestingly 
enough, these faults and limitations correspond to the aforementioned intentional 
technical glitches that I have unflinchingly employed in previous works. I believe that the 
low resolution and the pixilation serves to point out the technology involved, shedding 
light on the human operator behind it all. It is said that “imperfect cinema is one that 
strives to overcome the divisions of labour within class society, blurring the distinction 
between consumer and producer, audience and author” (Steyerl 39). Bringing that 
charge into the theatre upsets the infrastructures and power structure within, unhitching 
fused relations to allow for the possibility of queer relations to emerge and with it 
expansive potentials. 
Other advantages of using Zoom emerged over the course of my process, for 
example, it’s ability to “transform quality into accessibility” (Steyerl 32). People can come 
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to the performance who normally would not be able to due to mobility, distance or other 
inhibitors. It also allows for the ability to present to a vast amount of people without the 
restriction of fire codes or room capacities, as well as produce a live simulcast without 
relying on expensive equipment, giving opportunities to artists who would not have the 
financial means to otherwise. 
7. queer learnings 
The territories of identities that I navigate as a queer, mixed race person are vast 
and layered; I have the lived experience of existing simultaneously inside and outside of 
disparate worlds. Yet how much of myself am I able to express at once? How do I 
account for my full, multifaceted self if there are only two boxes to check? Behind the 
choice to create a film portion for my project was the desire to disintegrate boundaries of 
time and space in order to make real the impossibility of existing in those different worlds 
all at once. Several scenes in my grad project film were composites of shots taken at 
different intervals in the theatre space “using media to bring another time and place into 
the present” (Aronson 15). What resulted was a visual representation of the various 
facets of my identity interacting in synchronous time creating a “multivalent sensual 
experience that combines live and mediated, present and absent” (15). It could be 
argued that the digital representations of me differ from the real me. But I would like to 
put forth that these representations are extensions of the real rather than mutually 
exclusive entities. With this perspective, there is no separation between who we are and 
what represents us. If “all media are extensions of some human faculty” (McLuhan and 
Fiore 26), then I propose we use this link between human and media, between character 
and instrument, as a way to “embody our knowledge and extend our awareness” (Truax 
60), as a step towards creating connections when proximity is not accessible. 
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Figure 6. Peter and the Wolf: ilvs Trio 
The aforementioned composite directing and editing choices were inspired by a 
technique in the electroacoustic world, called “levels of remove” where “the actual 
present, the recorded present of the running commentary, the re-enacted and 
remembered past, as well as imagined events past or future, may coexist with the 
listener moving fluidly between them” (Truax 57). These visual and aural composites 
become accessible and inclusive 2D transcriptions of the multi-dimensional lived 
experiences, those not sustained by a heteronormative, binary society. 
Reflecting on my work, I am intrigued by the similarities and differences between 
my process and that of Post Dramatic and devised theatre practices. Post-dramatic 
theatre is seen as “a historical shift in theatre ‘away from’ drama, with its emphasis on 
text and dialogue, and towards more self-reflexive explorations of theatrical form and 
theatre’s capacity to (re)present sociopolitical content” (Watkinson 86), and devised 
theatre has been defined as "a collaborative effort by a group that is involved in creating 
the script and staging, from inspiration to performance” (Romanska 192); a process that 
"allows everyone and anyone to make proposals, [as] there is no specific division of 
roles” (192). At the surface level, my process seems like it could fit into either of those 
categories, and indeed, much of the theory and ideas overlap with the strategies and 
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methods I use to create my work. So what makes the methodology of queering theatre 
unique? For me it boils down to intention: the desire to engage with no outcome in mind, 
an experience that is process driven and not product driven, and a focus grounded in 
intuition and sensation. I derive much inspiration and assurance from these established 
practices and hope to continue to build upon them as I continue my creative pursuits. 
8. a queer future 
At the start of this journey, I set out to create a live, multimedia, theatre-based 
retelling of Peter and the Wolf to be performed in front of a live audience. What started 
as a queer process within a normative framework, shifted radically with the introduction 
of COVID-19 and the exacting, ever shifting parameters that came with it. A significant 
amount of my process became about finding an alternative for the physical theatre 
space and finding new ways of recreating interpersonal experience created by it. As a 
result of my research, I began to question the necessity of the theatre space and the 
potential of the alternatives via a queer methodology. More over, I began to ask the 
question, Can unconventional stories and experiences be authentically expressed using 
traditional forms? Perhaps there is something revolutionary to using Zoom video calls 
that is not overtly apparent. Perhaps queer theatre can find a place to call home in this 
landless virtual platform we have been shuttled into, a place foreign and familiar, electric 
and teeming with possibilities. 
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Figure 7. Peter and the Wolf: End Scene 
Working with Zoom as a platform for live performance was an introductory 
exercise in balancing the elements of live and prerecorded. I was admittedly 
conservative in my utilization of the software platform as to ensure the welfare of the 
content; clearly delivering the story and messages within took priority over 
experimentation that would compromise comprehension via live stream. Now that I have 
a better understanding of how Zoom works and the possibilities afforded by live stream, I 
am curious to dig my hands in more. I am interested in OBS, the live streaming software 
as an alternative to Zoom as it affords more options with combining live and prerecorded 
software. Aside from the platforms that focus on live streaming, I plan on exploring 
software that allows for play with the content itself.  
For video I am looking into Vuo, an Isadora alternative, and other video 
manipulation softwares such as Touchdesigner, and Max MSP; and for audio I am 
researching interactive MIDI controllers, such as TouchMe. These options are appealing 
in that they offer opportunity to use the human body to interact with prerecorded and live 
content, and by doing so, blur the line between human operators and non-human 
devices in queer’d interactions where those very devices become imbued with a certain 
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amount of liveness, and the human spirit takes on mechanical and electrical 
characteristics. 
While my decision to perform on Zoom was born of circumstance, I discovered 
that there are already other well established art forms that utilize live stream technology 
as an intentional choice, one being Telematic Performance, which can be traced back to 
1966 with a performance entitled “9 Evenings of Theatre and Engineering”, organized by 
Robert Rauschenberg and Billy Kluver (Staines and Boddington). This live performance 
sub-genre uses “computer mediated telecommunications networks as their medium” 
(Staines and Boddington). Artists and creators gravitate to telematic performance for a 
multitude of reasons, with one study finding motivations mostly focused on artistic 
creativity and communication, with financial and environmental concerns further down 
the list (Staines and Boddington). I am excited to learn about this rich, interdisciplinary 
network of artists and practitioners who are invested in technology and creative 
expression, and look forward to inspirations and challenges that will arise from further 
exploration. 
“Theatre is a generative medium. Ideas that begin there reverberate. . . travel 
great distances” (Bader) As it stands, we may not go 100% back to theatre the way we 
once knew it. We have been given this moment in time to question everything we have 
taken for granted about traditional theatre and our responsibilities as creators. What 
methodologies and technologies will we intentionally carry forward and how will we 
employ them? What will we leave behind? We have this opportunity now to examine our 
position within the creation process and consciously chose a future that is as inclusive 
and caring, as it is wild and powerful. A queer approach to theatre is my artistic and 
creative imperative. My methodology, having grown extensively as a result of my time at 
SFU and this project is one I hope to continue to share with others. As we enter into this 
unfamiliar next chapter of theatre, I am excited for opportunities to take part in creations 
based not on cultural or societal imperatives, but rather on expansive, wandering desire. 
I invite others to join me and willingly, queerly step into the discomfort of the unknown 
and instead of heeding the heteronormative call to reproduce, produce something 
altogether new (“Metamorphosis”). 
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Appendix A.  
 
Human/Non-human Relations in Peter and the Wolf 
Peter and the Wolf is a 'symphonic fairy tale for children’ written and scored 
by Sergei Prokofiev in 1936. Commissioned as a pedagogical piece for the Central 
Children’s Theatre in Moscow, it has become his best known work and one of the most 
frequently performed works in the entire classical repertoire (Kennedy et al 347). Each 
character is represented by a corresponding instrument in the orchestra,1 a device 
intended to introduce children to the different instruments and their sounds. Traditionally, 
there is a narrator who reads the story while the orchestra illustrates it. 
My interest in Peter and the Wolf is born not out of nostalgia or partiality to 
classic music, but out of chance and curiosity. Inspired by a delightful, unprovoked text 
message sent by a friend,2 I revisited the work and became intrigued by the multimedia 
nature of the piece, how it combined orchestral performance, narrative, and visual 
representation to tell the story. For this paper, I will be examining different adaptations of 
Peter and the Wolf, both popular and obscure, traditional and unconventional, spanning 
the past 50 years since its original production. My aim is not to provide a comprehensive 
inventory of every version ever done. Rather, I have chosen versions that demonstrate a 
breadth of diversity found in the work’s abundant variants, and provide rich fodder for 
analysis. My main focus in examining these versions center around how relating bodies 
within the work interact and what the result of those encounters are. More specifically, 
how are human/non-human relations exemplified and enacted throughout different 
versions of Peter and the Wolf? 
In the story, Peter goes out into the meadow with his friends the Bird, the Duck 
and the Cat. Not long after, his Grandfather appears, reprimands him for not being safe 
on account of wolves and brings him inside. Meanwhile, the Wolf appears, eats the 
Duck, and then sets his sights on the Bird and the Cat. Peter, resolutely not afraid of 
wolves, sneaks out, climbs the tree and, with the Bird’s help, catches the Wolf by the tail, 
saving the Bird and the Cat. Hunters appear and aim to shoot the Wolf. Peter stops them 
and proceeds to make them help him take the wolf to the zoo. The story concludes with 
a triumphant procession with the Grandfather begrudgingly bringing up the rear. The 
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1946 animated Disney version, narrated by Sterling Holloway, takes the traditional 
structure of orchestra and narrator and adds colourful characters to illustrate the bond 
between instrument and character: the bird flits out from under the keys on the body of 
the flute, the duck walks out of the bell of the oboe, musical notes on a staff transpose 
into the cat, the body of the bassoon morphs into the Grandfather (Simeone). Each 
character owes its existence to the instrument it is associated with. Do these origins 
change the nature of a character, being born of an object? Does having a shared 
orchestral ancestry put the animal characters and human characters in the same 
category? These characters, part human/animal, part instrument, could be considered 
inhabitants of a “cyborg world” (Haraway 13), a world in which assumed boundaries 
between both the human and animal characters (living entities) of the story and the 
instruments (technology) are blurred. Is this merging of character and instrument merely 
a pedagogical device? Or can something more be gained from these cyborg creations? 
As it turns out, the character-instrument hybrid is not the first level of cyborg in 
the equation. The Vancouver Symphony Orchestra performed a version that comes 
close to the original model, save for the conductor doubling as the narrator, with the 
stage occupied by just the orchestra (CBC Music). In this version, not only does the 
identity of the musician and instrument depend on the other, but their active existence as 
such is contingent upon the other; for what is an instrument without its musician, and 
what is a musician without their instrument? Musician and instrument come together, 
become together as cyborg. This new entity, this new matter, “does not refer to a fixed 
substance; rather, matter is substance in its intra-active becoming - not a thing, but a 
doing, a congealing of agency. Matter is a stabilizing and destabilizing process of 
iterative intra-activity” (Barad 822). As with the characters and their associated 
instruments, it is the active engagement of the two that creates the phenomenon of the 
cyborg, aka musicians of the orchestra. 
Acknowledgment of these cyborgs has interesting consequences. For the 
cyborg, there is a heightened sense of connection to the tools (Haraway 36). For those 
who bear witness to the transgressed boundaries between human and instrument, the 
emergence of the cyborg gives pause and possibility for new thoughts to arise, allowing 
for imagery that “can suggest a way out of the maze of dualisms in which we have 
explained our bodies and our tools to ourselves” (Haraway 39). 
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Another cyborg that exists in the canon of Peter and the Wolf is that of human 
and puppet, be it as shadow puppets in letheatredesombres’ 2010 Pierre et le Loup, or 
live puppets in Sesame Street Elmo’s Musical Adventure or A Prokofiev Fantasy. Like 
the musician, the puppeteer is only fully realized as such when interacting with the 
technology that is the puppet, vice versa. In a somewhat paradoxical twist, it is only 
when the two engage in “an ongoing ‘intra-action’” that the individual entities are fully 
able to embrace who they claim to be. (Barad 803). To be clear, interactions “deflect and 
defer responsibility but in intra-actions responsibility is distributed among the constitutive 
entities” (“Inter-Intra-Action (Eng)”). One could argue that the boundary of the human 
ends where the puppet strings or hand holds begin, but “why should our bodies end at 
the skin? or include at best other beings encapsulated by skin?” (Haraway 35). To think 
of the puppet as an extension of the human’s physical and energetic components again 
challenges relations between animate and inanimate, softening the edges imposed by 
dualism. 
With the shadow puppet productions, the human puppeteers remained a part of 
the unseen world of the backstage as they engaged with the puppets 
(letheatredesombre). In an adaptation by the Southwest Symphony Orchestra, not only 
was the full orchestra on stage, but the puppeteers, dressed in all black, were on stage 
in full view as they handled their puppets; the mechanics, the mystery, and the magic on 
display for all to see (jeanniemcqueenie). What is the effect of having the puppeteer 
visually present? “Indeed, it is the agential presence of the live media performer in the 
world of the event that shifts its operation and the affects produced” (Scott). The human 
not only has a live presence on stage, but is there as an ‘activating agent’, bringing to 
being their non-human counterparts. How does the audience’s engagement with the 
piece change by seeing the elements at work? Perhaps this, too, leads to ‘orienting the 
mode of questioning towards context, capacity and possibility rather than 
meaning’(Scott), one that troubles taken for granted definitions of identity. 
New sets of dynamics come into play when the puppeteer remains unseen and 
the puppet interacts with humans. In Sesame Street Elmo’s Musical Adventure, a 
delightfully self aware adaptation, the musicians fully integrate into the action, following 
around the puppet characters who in turn acknowledge the musicians 
(KingJulienTommy). A new cyborg infused world is created, one in which ‘people are not 
afraid of their joint kinship with animals and machines, not afraid of permanent partial 
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identities and contradictory standpoints.’(Haraway 13). Each performer (puppets 
included) has their role that contributes harmoniously to the whole of the story. Yet the 
disturbance of expected roles (human musicians in service to the muppets, for one) 
plays a part in the unexpected redistribution of the notion of human, as does the unusual 
agency exhibited (puppets talk, humans do not). This imbued agency is a result of both 
the puppet’s intra-action with the puppeteer as well as the intra-actions with the humans, 
for ‘agency is a matter of intra-acting; it is an enactment, not something that someone or 
something has’ (Barad 826). 
Another popular version that employs a shared world of puppets and humans is 
A Prokofiev Fantasy narrated by Sting. Taking Donna Haraway’s argument for “taking 
pleasure in the confusion of boundaries” to the extreme, this production, a 1993 made 
for TV movie, leaves nary a human/non-human boundary uncrossed (8). Human 
puppets appear next to animal puppets; humans interact with animations, puppets and 
other humans; musicians play their instruments while dressed as their animal or human 
characters; humans morph into puppet form; the live orchestra has a puppet conductor; 
the audience is made of puppets and humans; actors playing stagehands usher puppets 
from the human realms to the puppet realms; humans with human masks interact with 
puppets and other humans. The intra-actions between all the entities (puppets, 
musicians, humans, etc) become “a distinct part, not just of how the performance is 
generated, but also what it produces” (Scott). So many different beings are created, 
shared, traversed between, and combined that the very notion of what is human is called 
into question, appealing for a more inclusive definition of life. 
The blurring and criss-crossing of boundaries between human and non-human 
not only broadens the reach of what it means to be a valued life form, it also weakens 
strict boundaries between worlds. If a being cannot be classified readily as belonging to 
either World A or World B, then the rules defining who is allowed to inhabit those worlds 
is also called into question; the cyborg relationship makes way for world bridging. In 
Chuck Jones’ 1995 made for TV movie, it is only after the human Peter hears the story 
(lamentably narrated by Kirstie Alley) that he is able to transcend the human world and 
enter into the animated world (Duarte). A corporeal transformation does not take place, 
as Peter retains his human form, but his very presence in the new world is symbolic of a 
breakdown of boundaries between established worlds, a weakening that echoes the 
instability of the aforementioned human/non-human boundaries. 
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Taking a step away from adaptations that make use of added elements (puppets, 
humans and the like), I want to focus for a moment on two adaptations that are more 
reductive in their format, specifically, those that leave out the instruments. If the work’s 
congenital raison d’être is to teach children about instruments, what is the effect of 
taking those very instruments away? It could be read that print versions, stripped of the 
music, exist as a testament to the enduring nature of the story itself, or perhaps it is the 
popularity of the music that warranted the retelling in print form, or perhaps it is simply 
an example of franchise merchandising. In any case, the absence of the music allows for 
a study of the relationships between characters (human to human, human to non-human 
animal).  
In the children’s book Peter and the Wolf, translated by Maria Carlson, illustrated 
by Charles Mikolaycak, the story remains true to the original, save for the preamble 
regarding the orchestra. The illustrations set the story in Russia via stylized depictions of 
traditional clothing and architecture. The lessons imparted here become about the ‘battle 
between youth and right-thinking (Peter), and the inflexible representatives of the old 
world (Grandfather)’ (Longdon). The wolf himself (‘he’ is explicit in the original text) 
becomes literally and figuratively entangled with Peter in the boy’s literal and figurative 
experience of Man vs Nature. 
At no point in the children’s book is there any cyborgian merging of the human 
and non-human as found in other versions visited thus far. All the characters inhabit the 
same world; it is through interactions that Peter becomes intrinsically linked with them. 
Specifically with the wolf, it is the rope that he uses to catch the wolf that ties them 
together. This scene is best illustrated in the stop action animation Peter and the Wolf 
from 2006, directed by Suzie Templeton. Peter, having secured one end of the rope 
around his waist, loops the other end around the wolf’s tail from his place in the tree. He 
slips and the two find themselves dangling above ground, eye to eye, the rope that binds 
them slung over the limb of the tree. Through his efforts to differentiate himself from (and 
in the process proclaim his dominance over) the wolf, Peter forever connects himself 
with the wolf; ‘differentiating is a matter of entanglement. Entanglements are not 
intertwining of separate entities but rather irreducible relations of responsibility’ (Barad 
148). His very identity as brave human is established and secured by the very non-
human wolf; his conquering of nature defined by the nature itself. Identity, it turns out, ‘is 
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a phenomenal matter; it is not an individual affair’ (125). Peter then, from that point on, is 
forever associated with the wolf. 
Adding to this idea of identity is a contemporary graphic comic rendition by 
Katherine Hearst. In it, not only is any reference to the music abandoned, but the story is 
as well, focusing instead on the Evenki people of Siberia, ‘among the last of the reindeer 
herder’ (Kick 369). Their origin story intrinsically links them to their natural surroundings 
and all its inhabitants; they were born from the land and given life by the reindeer (371). 
The reindeer are a part of their heritage, their culture, and by extension, a part of each of 
them, affecting their identity, sense of being and responsibility in the world. This 
symbolic merging affects every part of their lives. It is a more holistic take on 
animal/human relations than that of Prokofiev’s Peter’s conquering over nature that 
relies on dualism and repressive or annihilistic shows of masculine power (Moss 180). 
The character of the Grandfather takes on a different role; instead of reprimanding Peter 
for being outside in dangerous proximity of the wolf, he encourages and fosters Peter’s 
close ties with nature through passing on traditions of language and the herding life, 
entrusting him to carry on a way of life that is growing extinct. Peter, in stark opposition 
to other versions, is taught that ‘it is not for us to fear the wild’ (Kick 371). This reverence 
towards the non-human creates a more balanced dynamic, allowing human and non-
human relations to resemble human to human relations, and in the process excite new 
possibilities for ways of interacting. 
Returning for a moment to staged versions, I turn to a popular variation that 
involves the animal characters played by humans. In the Royal Ballet Sinfonia’s 1997 
production, where dancers play the main characters (Самойленко), the cyborg appears 
where ‘the boundary between human and animal is transgressed’ (Haraway 10) With no 
technology to interact with, the humans engage in species blurring, each performer 
existing in a state that is not more or less human, but beyond human. Do we as 
audience members see them as just dancers in fanciful costumes? Or as something 
more than human avatars of animals?  It is possible that these animal-human cyborgs 
allow for the general public to acknowledge their natural side, a step towards breaking 
down the dualism of animal/human by embodying different identities as a way to engage 
with the the world from multiple perspectives. 
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Posthuman theories maintain that ‘the respective positions and interrelations 
between humans, inanimate objects, and non-human animals are ostensibly explained 
in relation to one another, when they are in fact intertwined in further, surprising ways’ 
(Braidotti 33). Surprising indeed, as exemplified in Wes Hurley’s Peter and the Wolf. In 
this short film, the narrative is forsaken in favor of more cross-genre and adult themes. 
Peter is a werewolf hunter who incites men to change into their werewolf form through 
consensual, sexual arousal; the rope around the tail exchanged for shackles around the 
wrists (Hurley). 
Putting a twist on concepts of mattering, it is through the interaction of one man 
with another that the werewolf comes to be. Sex is traditionally an act that leads to life, 
but in this queer and queering instance, it is one that leads to corporeal transformation 
and, ultimately, (spoiler alert) death. In Gender Trouble, Judith Butler asks, ‘how do non-
normative sexual practices call into question the stability of gender as a category of 
analysis? How do certain sexual practices compel the question: what is a woman, what 
is a man?’ (xi). Following that vein, what is human, what is animal? If ideas of gender are 
formulated on ‘normative sexuality,’ (xi) this particular sexual act, especially with the 
added species-crossing taboo, challenges ideas of both gender and species. By 
connecting realms that are traditionally meant to stay apart, this film offers space for 
ideas about getting in touch with one’s inner animalistic nature, or letting an animal-
human hybrid get in touch with our literal inner selves, as the case may be. 
Of all the versions I found and researched, there was only one production that 
dared to change the gender of Peter and that was the Birmingham Royal Ballet in 2019. 
Without having access to more than just the trailer, it is near impossible to infer if the 
casting decision was an intentional choice made to challenge ideas of gender and male 
coming of age stories throughout the narrative, or if the adaptation on a whole stayed 
close to the original story, or strayed in any other radical way.3 
The other version of Peter and the Wolf I came across that intentionally plays 
with gender is the short story of the same name, written by Angela Carter. Aside from 
the title and the presence of the two titular characters, she leaves behind all other 
similarities to the original, changing the gender and the species of the wolf and in the 
process incites a challenge to ‘the masculine story of dominance and control’ (Moss 
190). By recasting the role of the wolf with a human girl raised by wolves, she uses the 
32 
half human-half animal as a ‘representation of otherness and difference,’ specifically 
gender. Employing ‘the grotesque in a specifically feminist and feminine way’ (Moss 
175), Carter gives the feral child an appalling appearance: ‘how filthy she was! Caked 
with mud and dirt. And every inch of her chestnut hide was scored and scabbed with 
dozens of scars of sharp abrasions’ (Carter 286).  
This recasting drastically changes Peter’s relationship with the wolf, with himself 
and with his family. While joining his father up the mountain to herd goats for the first 
time, a male initiation in its own right, Peter bears witness to ‘the thing he had been 
taught most to fear’: wolves; one of which ends up being his female cousin who had 
gone missing the year before his birth (Carter 284). The girl, now fully indoctrinated into 
the world of wolves, is eventually caught; the rope used ends up around her neck 
instead of the usual apprehension by tail. She is brought back to the Grandmother’s 
house where, in terror of captivity, she wrecks havoc until her wolf family breaks down 
the doors and rescue her. It is during this scene in this domestic zoo (the family watches 
from the safety of the hayloft) that Peter, while watching his cousin howl, ‘views for the 
first time the female sex’ (Moss 182), the imagery of which becomes ‘a signifier of 
infinity’ making the experience not as ‘Lack, but as Abundance’ (183). This experience 
changes Peter. The resulting confusion, a mix of fear and fascination, felt by Peter 
ultimately propels him and the story ‘into the potential of an other desire’ (176).  This 
encounter with non-human human reframes his sense of self, deconstructing previously 
held assumptions of gender, and the possibilities available to him in his life. He decides 
to become a priest, breaking from the family patriarchal herding tradition, the masculine 
path expected from him. 
Throughout different versions and productions of Peter and the Wolf, the 
relations between human and non-human are in the foreground. Whether symbolic or 
physical, layered or direct, these intra-actions create challenges to and invite 
reconfigurations of the norm.  Dualistic designations between human and animal, human 
and technology, human and nature, are called into question; rigid boundaries around 
gender and species become less clear.  By blurring lines between musician/instrument, 
puppeteer/puppet, duck/oboe, and wolf/boy, possibilities are created- possibilities for 
new understandings and constructions, for expanded ideas and creative futures. The 
result is an overall adjuration for re-conceptions of what human is, without any strict 
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dictums on what those possibilities need to look like, and with it, a call for a greater 
responsibility for those that exist within the expanded definition of human. 
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Notes 
1. Instrument/character assignments: Bird = flute, duck = oboe, cat = clarinet, 
grandfather = bassoon, the wolf = French horns, Peter = the string section, 
hunter’s gunshots = the Timpani and bass drum (Longdon). 
2. Text exchange with Kristi H: 
 Mon, Mar 11, 12:15pm 
KRISTI: ‘I’ve decided that your Spirit Instrument is the bassoon.’ 
 ‘I’ll try and find a good piece of music that demonstrates this…’ 
ILVS:  ‘Ha! I’m so curious!’ 
 Mon, Mar 11, 4:47PM 
KH:  ’Vivaldi’s Sonata in A, RV 86’ 
 ‘allegro’ 
 Mon, Mar 11, 5:54PM 
ILVS:  …. ‘I always did like bassoon the best when listening to peter 
and the wolf, Why do you think that matches me so well?’ 
 …. 
 Mon, Mar 11, 8:27PM 
KH:  ’Ok: I don’t think I can answer that question with words either. 
Simply that the qualities inherent in both things (you and the 
bassoon) are apparently aligned in my experience.’ 
 ‘(I can’t really describe a person’s unique energy signature with 
words…it exists sort of beyond that world…so maybe that’s part 
of the problem.)’ 
3. Having been a part of the dance community for many years and being familiar 
with the general demographic of dancers, I would venture a guess that the 
casting decision was less grounded in a radical charge to change the patriarchal 
narrative and more based on the statistically low numbers of male dancers 
available. This comes from observation of years of dance performances, my own 
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